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GLOSSARY 
Bisociation. The combinatorial act of mixing physiognomies from two or more separate 
objects or categories into a new and novel visual configuration. Invented word by Arthur 
Koestler t0 designate a mental process that is the basis for creative thinking. Distinguished 
from ordinary associational thinking. 
Mnemonic. Assisting Or intended t0 assist memory. 
Mickeymousing. A type Of film music that is purely descriptive and attempts t0 mimic the 
visual action with musical equivalents. Often used in cartoons. 
Mise-en-scene. The arrangement Of visual weights and movements within a given space. In 
the live theater, the space is usually defined by the proscenium arch; in movies, it is defined 
by the frame that encloses the images. Cinematic mise-en-scene encompasses both the 
staging Of the action and the way that it's photographed. 
Montage. Transitional sequences Of rapidly edited images, used to suggest the lapse of 
time Or the passing of events. Often employs dissolves and multiple exposures. In Europe, 
montage means the art Of editing. 
Physiognomy. The practice of trying t0 judge character, mental qualities, or apparent 
meaning by observation Of features. Apparent structural qualities, basic characteristics; 
outward features or appearance. 
Semiotics. The study of meaning in language through the study Of signs. 
Synchronous sound. The agreement Or correspondence between image and sound, which 
are recorded simultaneously, Or seem s0 in the finished print. Synchronous sounds appear to 
derive from an obvious source in the visuals. 
Visual Metaphor. A figure (visual configuration) containing an implied visual comparison 
in which structural aspects of an image ordinarily and primarily thought to denote one type 
of thing is applied to another. 
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PREFACE 
The eight-part series Self-Representations: ExposurelDisguise was created during the period 
of August 2001 August 2004. The process was a personal journey of reflection and 
contemplation. Video was used as a medium for self-discovery as memories, perceptions 
and personal relationships were explored. These movies simultaneously revealed and 
concealed the artist's identity. Juxtaposition revealed an individual's body, layered over 
ink wash drawings and photographs of plants. The intention was to show the merging 
between the body, organic forms, and the beauty of their movements and lines. Backyard 
dealt with childhood memories. The film showcased a style similar to the way memories 
are constructed. BodylLandscape examined the relationship between spatial elements of 
the body and earth, while Emerging Aesthetic considered the cyclic nature of the creative 
process. Identity Dilemma looked at constructions of femininity through flowers in our 
Western culture. The artist's metaphoric expression of anger was addressed in the montage 
Frustration/Compulsion. Mass media and its trappings were investigated in Everyday, 
while Sleep was a tribute to the loss of a loved one. I am continually redefining myself as I 
explore my sexuality, nature and culture. The tension that exist between an assertion and 
a corresponding denial of self is situated somewhere between exposure and disguise. My 
self-representations simultaneously reveal and conceal both my body and identity. Morals 
that I learned in my childhood were demarcated in stark black and white—this theme is 
evident in my work albeit subconsciously. As I revisited my body of work, I found powerful 
metaphors for my conscious self and my future self-representations. 
INTRODLJCTIC~N 
Americans spend an average of 3-5 hours a day watching television. The U.S. Census 
Bureau projects that in 2004 American adults (age 18 and older) will watch television 1,669 
hours per year.1 This is the equivalent of about 70 days annually. In evaluating the effects 
of television viewing, one can easily come to the conclusion that Americans are watching 
television in large amounts. 
The population's exposure to an unprecedented magnitude of stimuli in short instances, 
both still and moving, has forever changed the way people perceive the world around them. 
However, their unique ability to understand and 'read' moving imagery has provided artists 
another outlet to communicate effectively to a large audience. 
Television was not a major part of my childhood. After the age of 10 the television in our 
family living room broke, and my parents decided that my siblings and I would be better off 
without the idiot box. Idle hours were spent reading books instead. As I got reacquainted 
with the television during college years, I felt a noticeable difference between my 
reactionary nuances, and the behaviors of others in front of the tube. I would be physically 
agitated when a vehicle spins out of control and tosses towards me on screen, while the rest 
of the audience were hardly miffed. I would literally move away from the screen to avoid 
collision. Violence begets fear and my body would curl into a ball or tense up. Indeed, I have 
yet to be desensitized by the tube even today. 
Lack of exposure to television during my childhood has increased my interest in video, 
film, and television as an adult. My interest lies within the quality of the 'moving image' as 
it conveys and latches onto emotions and perceptions similar to watching a play or a ballet 
performance. Lighting, colors, and surf ace qualities seen in recorded imagery intrigued me 
just as I would look f or those qualities in a drawing or painting. 
Producing video art pieces is my most recent foray in creating art that spans the realm 
of traditional and multimedia. I was traditionally trained in two-dimensional watercolors. 
Mixed-media acrylic and collage paintings and digital paintings soon came after. Most of 
my earlier works utilized organic shapes, plant images and my own physical body. Later, 
my academic and professional training extended into commercial design skills, illustration, 
typography, and digital photo manipulation. While collage techniques and digital image 
1 U.S. Census Bureau, Statistics, Table 1125, http: / / www.census.gov /prod / www / statistical-
abstract- 03.html (accessed October 15, 2004). 
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manipulation were the media of choice for most of my career, new knowledge in video 
technology and the art of movie making have broadened my repertoire with the inclusion of 
performance and video art installations. 
The transition from creating mixed media collages to installation art pieces happened 
almost naturally. In learning to use video-editing software, the similarities to digital photo 
manipulation were realized. Digital video editing and the digital collage techniques have 
similar processes that made creating video art a smooth switch. The collection of raw 
imagery and textures, which end up in a collage, was similar to the process used in layering 
video imagery. In the video editing process, still images were overlapped with moving 
images, found textures and photos were digitized and placed into the video, and all parts 
were combined to create a unified whole. 
Although many similarities can be found between two-dimensional and digital video 
art, one dimension sets them apart: time. Video works often challenge the conventions of 
time by altering constancy, memory and actions. Viewing moving imagery has a similar 
feeling to experiencing real life. Memories can flicker, be transparent, layer and build upon 
each other. It is this temporal quality in the moving imagery that made video a widely 
popular medium for visual artists. 
Temporal elements have held significance to video artists throughout its almost 40 year 
existence. In the infancy of video art, artists were most interested in the aspect of 'real time' . 
They appreciated the ability to view the video at the same time that they were experiencing 
that event or setting. A more recent interest in time reflects a desire to manipulate the sense 
of time by reversing, speeding up and changing the order of the imagery. 
Sony's 1965 invention of the Portapak changed the field of motion imagery forever. The 
portable video tape recorder was hand-held and featured ahalf-inch tape—it was quite 
affordable with the cost running ten times less than a professional television. The Portapak 
opened the possibility of producing a video or a movie to any person, not just someone 
inside the television or cinema industry. 
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VIDEO ART 
There are subtle differences between the terms film, movie, motion picture and video. Film 
or cinema refers to motion pictures recorded on 16mm or 35mm film that are sponsored by 
the corporate industries or independent filmmakers. A motion picture is a series Of pictures 
projected on a screen in rapid succession with objects shown in successive positions 
slightly changed so as to produce the optical effect of a continuous picture in which the 
objects move. Movies are defined as the showing Of motion pictures while video refers to 
the transmission Or reception of the television image. Video art therefore refers to art that is 
created using video as the single medium.2
Video artists from its first decade often critiqued 
television and mainstream media, the very medium that the 
artists themselves indulge. Nam June Paik's Global Groove 
(1973) and Muntadas' Between the Lines (1979) (Figure 1) 
are early examples of artists expressing their skepticism 
regarding television and mass media. As surveillance 
technology were developed, the camera turned towards 
the viewer, often times without their prior knowledge. 
The viewer became the subject of works created by 
Bruce Nauman Performance Corridor (1968-70) and Peter 
Campus Interface (1972)( Figure 2). Viewers became part 
of the artwork as their 
images could be seen on 
televisions or screens within 
the exhibition space, an 
interaction that broadcast 
television did not allow. 
Nam June Paik, a pioneer 
video art, used installations 
with television sets to 
transform the commercial 
medium into raw materials 
for art (Figure 3). While 
using the screens to display 
-----.,. 
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Figure 1. Muntadas, Between 
the Lines (1979). 
Figure 2. Peter, Interface (1979). Figure 3. Paik, Moon is the 
Oldest TV (1965-1976). 
2 http: / / www.webstermerriam.com (accessed on October 15) 
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moving imagery, Paik also used television sets as sculpture pieces. He made a f amily of 
robots from old televisions in Family of Robot (1968). Paik had been active in the Fluxist 
performances in Germany where interdisciplinary works were the norm. In collaboration 
with painter, Robert Rauschenberg and musician, John Cage, Paik created video pieces that 
blurred the line between performance art and gallery art. 
Performances played a pivotal part in the video art of women artists. Early performance 
works were created by Yoko Ono, Of a Grapefruit in the World of Park (1961); Yvonne Rainer, 
The Mind is a Muscle, Part 1 (1966); and Carolee Schneeman, Eye Body (1963). They had come 
out of the 1960s 'happenings', minimal and conceptual art. In the 1970s, many women 
created performance works that focused on narrative and autobiography. Valie Export, 
Body Tape (1970) (Figure 4); Joan Jonas, Vertical Roll (1972) (Figure 5); Adrian Piper, Catalysis 
(1970); and Martha Rosler, Semiotics of the Kitchen (1975) showcased self-representations 
through intricate video works. Later works 
with similar intentions included Marina 
Abgramovic, Freeing the Body (1975); 
Pipilotti Rist, I'm Not the Girl Who Misses 
Much (1986); and Katarzyna Kozyra, Men's 
Bathhouse (1999). One common aspect 
among Video art works was the removal, in 
most cases, of the show from the confines of 
the gallery space into public spaces. Many 
site specific performances were produced in 
San Francisco and Los Angeles. 
In the twentieth century, we see 
Video art come full circle as Abstract, 
Conceptual, Minimal, Performance, Pop 
Art, photography and digital art have 
embraced Video art to a higher level 
of recognition. While the medium has 
a short history 39 years it has seen 
major developments and changes with 
each passing decade. The most recent 
development occurred in 1997 when 
the first digital recorder was released in 
Figure 4. Export, Body Tape, 1970. 
Figure 5. onas, Vertical Roll, 1972. 
the United States by Sony and later followed by Canon. Industry standard video editing 
software were finally available at a fraction of the cost of analog editing equipment. 
With professional motion-picture quality editing at the fingertips of any computer savvy 
artist, digital video was a death knell to some extent, for Video art.3 The hybrid versions of 
Video art that combined other motion-image techniques were more popular than the pure 
styles of early video art. Matthew Barney, Cremaster 3 (2002); Tony Oursler, Eye in the Sky 
(1997) (Figure 6); Bill Seaman, Passage Set/One Pulls Pivots at the Tip of Tongue (1995); have 
used a combination of digital video projections, animation and sculptural pieces to create 
their art. Michal Rovner, Overhanging (1999) (Figure 7), created video installations that 
combined abstraction and realism within her narratives. An emerging generation of Video 
artists has also aligned themselves with the film industry, designating themselves as music 
video directors and short film producers in the process. For the newest generation, the 
'medium is not the message'. 
e~e~~~e~~~~~~~i~~ 
Figure 6. Oursler, E VOL, 1984. 
Figure 7. Rovner, Michal. 
Overhanging, 1999. 
3 Rush, Michael. Video Art. New York: Thames &Hudson. 2003. 165. 
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SELF REPRESENTATIONS: EXPOSURE/DISGUISE 
Self-Representations: ExposurelDisguise are video installation works created from 2001 t0 
the present. These diary-like films or motion collages represent a journey of my personal 
development as an artist who previously worked primarily with traditional media. They 
investigate the constructions of 'self" through the exploration of my past, my femininity and 
recent events of personal significance. 
The earliest videos questioned the relationship between my human body and the 
organic world. In Juxtaposition, still images Of organic forms are overlapped with the body 
posed in ballet positions. The inclusion of 'performance' pieces typified the work that 
followed. 
My interest in digital video as a medium for self-discovery served as a channel to 
explore the peculiarity Of my memories. In storyboarding, gathering material palettes, 
producing, shooting, editing and reviewing the final product, an understanding of my 
personal perception during specific events and life experiences were magnified and 
reinterpreted. Memory and its relationship t0 the 'setting' in which the 'event' occurred can 
be seen in BodylLandscape (2002). Following the silent short Backyard (2002), BodylLandscape 
introduced music and 'pure' sounds t0 discern a manipulated rhythm that weaves through 
the imagery. 
Rhythm, sound and motion found further integration in Emerging Aesthetic (2002). As 
pages turned, pencils scratched and ambiguous forms coalesced into a cyclic process. In 
contrast, the fragmentary quality Of memory was addressed through Identity Dilemma 
(2003). In this full-wall installation, seemingly disparate images interrupt the flow Of 
the narrative. In a portrait Of passing time, images of the moon, sun, cloud, water, and 
flower fill the screen, examining the artist's struggle t0 understand her femininity. Slowly 
plucking individual petals Of a daisy, the protagonist re-enacts the old English childhood 
nursery rhyme, "He loves me, he loves me not." The protagonist looks at her own shadow 
and ponders the significance Of 'self". The sequel to Identity Dilemma (2003), Frustration/ 
Compulsion (2004) also showed reservations Of personal identity. 
The importance society places On women's appearance are the subject Of Everyday (2004). 
Billboards, reality-television makeover shows and magazines bombard the everyday-
woman with subversive portrayals Of women. Sitting in front of the television, commercials 
literally tell her how to look "sexy"; paging through a magazine, she compares her body 
with the model's body. 
7 
Sleeping (2004) was created of ter a recent passing of family member. An image of a heart 
beating echoed the passing moments towards an imminent death and transition of 'self' into 
realms of spirituality. The movie illustrated the constant flux of life, and our understanding 
of self and our role in the world. 
By coalescing personal past and present life endeavors, the process of producing the 
movies became a medium or a conduit for reflection and contemplation. Works were created 
sporadically, most often times without formal storyboarding techniques or structure. Yet the 
development of the themes and the collection 'raw materials' of imagery and footage were a 
constant endeavor. 
Figure 8. Leising, Everyday (2003). 
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GESTURALISM IN'JUXTAPOSITION' 
It was dreamy and silent. Faint images emerged from the darkness. They were 
indistinguishable. Quick flashes of white light startled me. What were they? As 
more organic forms appeared out of the darkness, the objects became more distinct. 
Drapery, veins and wing-like shapes were evident. Without warning, a human 
silhouette appears —it sways back in forth almost as if in a trance. The scene switches 
again with curtains in thick folds mimicking wavy reflections seen on liquid surfaces. 
More textures builds upon imagery after imagery and blends into ambiguity. Strokes 
of paint mimicked organic forms layered over plant images. As the paint strokes 
increase in frequency, long stalks of foliage dances in tandem with the silhouette. 
Ritualistically the dancing silhouette sways to music only she could hear. The 
choreography ascends into a frenzy, but seems to stop just short of reaching a climax. 
An arm reaches onto the waving folds of the curtains, patting its texture and calming 
the momentum in the process. The scene fades into a white light. The fevered activity 
has been sucked back into obscurity. 
Juxtaposition was originally designed as asite-specific video installation. Long white sheets 
were hung from trees in asemi-circle within a park. The movie was then projected onto the 
cloth with a digital projector (Figure 9). 
Additional layering occurred when the 
physical setting interacted with the projected 
imagery. The projector, as a light source, 
barely defined the branches and trunks 
behind the transparent fabric. This effect 
gave rise to an additional organic layer to the 
moving imagery On the fabric. Interactivity 
also added to the multiplicity of the 
installation when viewers walk behind the 
fabric, appending their faint impressions to 
become part of the installation. That crisp, fall 
evening was my first site-specific installation; 
it was one Of the most important "sparks" 
within my three years of study. 
Later in the winter of 2001, Juxtaposition 
was installed in a gallery space. The design 
was created as a 3-panel mixed-media 
drawing, which represented the textures and 
forms found within the park's forest. A large 
Figure 9. Leising, Juxtaposition (2001). 
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piece of cloth represented a tree, a piece of scrap metal stood in as an old tree stump, and a 
piece of sheer cloth completed the scene at the park previously. Several tree branches were 
hung in front of the image, casting their shadows onto the wall (Figure 10). A video was 
projected onto the installation and this played on a continuous loop. 
Already as early as Juxtaposition, consistent elements of floral, physiological and 
tactile elements can be found in most of the pieces in Self-Representations: Exposure/Disguise. 
Juxtaposition was analyzed through the use of visual metaphors. The basic physiognomies 
identified within the videos were'gestural'.Intuitively, acomparison was made between 
the physiognomic qualities of the following images: tree trunk/branches, abstract strokes, 
flowing drapery or veil and the human body (Figure 11). The floral theme had carried 
through from previous personal mixed media collages and digital paintings. Similar 
physiognomic qualities were illustrated in still frames of a couple kissing, abstract cloth 
folds, and the petals of a rose (Figure 12). 
Earlier instances of organic and biomorphic forms appeared in personal artworks of 
mixed-media painting, Untitled 1, 1999 (Figure 13), and digital painting, Digital 1, 2000 
(Figure 14). In both pieces, plant forms were abstracted into flat shapes and pushed forward 
in the picture plane. A similar technique with plants were used in Juxtaposition where a scene 
comprised of a window ledge with curtains in the foreground plants in the mid-ground and 
behind it, natural ambient light filtering in from the outside (Figure 15). 
Figure 10. Leising, Juxtaposition (indoor installation) 
~o 
Figure 11. Leising, Physiognomics 1 (2002). 
Figure 12. Leising, Physiognomics 2 (2002). 
Figure 14. Leising, Digital 1 (2000). 
Figure 13. Leising, Untitled 1 (1999). 
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Curtains, 1999 was a photograph that had always held secrets. The imagery is self-
explanatory yet the underlying theme remained elusive. Sheer curtains were used as veils or 
masks in both Backyard and Juxtaposition. What was on the other side? The sensuous folds 
of curtains added lines of possible movement and even fragmentation into the composition. 
Motions of a dancing figure were a constant physiognomic quality within the movie. 
Just as the network of drips, splatters, and lines animated Jackson Pollock's paintings, the 
gestures of a dancing human figure acted as my interaction with video (Figure 16). Pollock 
used a vocabulary of gestures to tap into human consciousness in order to have a positive 
psychological effect on viewers of his paintings. 
Jackson Pollock is usually attributed as the earliest action painter. In his article, "The 
American Action Painters", Harold Rosenberg, art critic, wrote his seminal article, "At a 
certain moment the canvas began to appear to one American painter after another as an 
arena in which to act rather than a space 
in which to reproduce, redesign, analyze, 
or 'express' an object, actual or imagined. 
What was to go on the canvas was not 
a picture but an event."4 In this article, 
Rosenberg was referring to action painters 
Pollock and de Kooning, even though he 
did not mention their names. 
In the publication, Possibilities 1, 
Pollock spoke of the experience of creating 
his work, "When I am in my painting, I'm 
not aware of what I'm doing. It's only 
after a sort of 'get acquainted' period that 
I see what I have been about. I have no 
fears about making changes, destroying 
the image, etc., because the painting has a 
life of its own" (Figure 17).~~ Interested in 
nature and automatism, Pollock found the 
unselfconscious act of painting peaceful, 
"On the floor I am more at ease... This way 
Figure 15. Leising, Curtains (1999). 
Figure 16. Leising, Dancing Sketches (2001). 
4 Harold Rosenberg. "The American Action Painters," Art News, Vol. 51, No. 8 (December 1952). 
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I can... literally be in the painting... When I am in the painting I am not aware of what I am 
doing... There is pure harmony."5
Many artists followed Pollock's lead; these artists became known as the second 
generation of Abstract Expressionists. Emerging in the 1950s as a fervent voice in a 
movement with few female activists, Joan Mitchell quickly made an impact with her daring, 
gestural paintings inspired by the 
natural world. Mitchell's brush 
strokes have a sense of life in them; 
they sweep broadly, flit gently, and 
splatter delicately (Figure 18). Her 
color palette changed and developed 
throughout her career, some include 
intense, bright colors and others use 
neutral colors. When comparing the 
gestures and colors of Mitchell's to 
those styles of her contemporaries, 
we can see similarity as well as 
difference. Pollack's painting used 
drips and splatters to create his linear 
abstractions. Mitchell f avored a wide 
range of brush gestures and stroke size: 
transparent strokes versus opaque ones, 
geometric, linear lines versus organic, 
curved lines, and large groupings 
versus small ones. 
Robert Motherwell's pictorial 
language contrasts starkly with Pollock 
and Mitchell. Motherwell worked from 
small drawings, and then transferred 
the design onto canvas with paint 
(Figure 19); whereas Pollock and 
Mitchell worked directly onto the 
5 Possiblities I, Winter 1947-48. 
Figure 17. Pollock, Lavender Misty (1950). 
Figure 18. Mitchell, Painting 1953 (1953). 
~~ 
canvas, without any premeditated composition 
plans. Interested in the elements of chance, 
Motherwell decided to give himself a project 
of doing a thousand automatic ink drawings 
in which his only intention would be "to avoid 
intentions."6 This gave him a great freedom to 
get unpredictable and fluid results. 
V~Torking both in improvisational and 
spontaneous ways similar to Mitchell and 
Motherwell, Juxtaposition used floral strokes 
that were created and inspired by music. A 
dance was captured with the strokes of my 
hand conveying an exuberant choreography 
(Figure 20). Gestural, sweeping brush strokes 
of acrylic paint convey the feeling of movement 
within Amalgamation as well (Figure 21). 
Gradually, the pieces moved from paintings, to 
mixed-media installations, to video artworks. 
Unleashing the subconscious mood through 
gestural movements of flowing ink sketches, 
techniques in Abstract Expressionist paintings 
were realized in Juxtaposition (Figure 22). 
Figure 19. Motherwell, Robert. Elegy to the 
Spanish Republica, No. 57 (1957). 
Figure 20. Leising, 5 troke (2001). 
Figure 21. Leising, 
Amalgamation, (2001). 
6 Robert C. Hobbs, "Robert Motherwell's Open Series," in Robert Motherwell (Dusseldorf: 
Stadtische Kunsthalle, 1976), p.48 
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Figure 22. Leising, Juxtaposition (2001) video stills. 
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THE MIDWESTERN BACKYARD 
The waving flag obscures the view of the children. It is nostalgic without the color. 
The silhouetted figure and the bare tree branches in background reminded me myself 
playing in my backyard as a child. I played, tumbled, ran and stopped to smell the 
grass. My memories are rather faint and splotchy. They fade in and out. The house was 
framed by a big white sky. I can see myself getting older. Growing yet sinking into a 
hole. It is dark and dusty down here. 
The combination of a human body with its natural surroundings was an important 
consideration within the development of themes within the movie, Backyard (2002). In this 
video, a stream, trees, dried leaves and dust, become the site for contemplation of time, 
place and memory, themes that permeate Self-Representations: Exposure and Disguise. 
Growing up in the Midwest, one was surrounded by open views of the horizon in 
every direction. As a young child, my siblings and I would play outdoors. Playing along a 
winding stream in the pasture behind my home, we played "house" under the boughs of 
large cedar trees and pretended to be characters out of the Little House on the Prairie books. 
The raw footage was filmed in my parent's backyard in south-central Nebraska. It had a 
large garden plot that separated the backyard from the creek that ran through a pasture. The 
child re-enacting the 'play' was my younger sibling. 
The imagery used within Backyard can be 
traced to the nature-derived forms that were 
concurrently being used in my two-dimensional 
artwork. The silhouettes of trees and plant forms 
continued to be a part of the visual repertoire 
utilized within the series Self-Representations. 
Within the sketchbook, texture and forms were 
found, pasted in and connecting by ink or marker 
drawing (Figure 23). These sketchbook images 
inspired print-making artworks. Dried grass stalks 
(Figure 24) from a wooded area were transferred 
onto the paper using amono-print process. After 
creating prints using the grass as relief texture, 
additional mono-prints were run through the 
press to create Grass 1 (Figure 25). Surface textures 
played an integral part within the imagery of the 
videos. Figure 23. Leising, Surfaces (2002). 
I~ 
The video was a silent film, incorporating 
multiple exposures of footage, building a rich 
foreground background relationship between 
the surface textures, the body and the landscape. 
The reoccurring images of curtains, ballet 
dancers, and the landscape of my childhood 
home were all characters within a personal 
landscape narrative. These elements of trees, 
dirt, branches, tall grass, and dried leaves are 
connected with experiences of playing outdoors 
during young childhood years. These same 
physical reminders relate to the fall season, and 
the changing of the seasons. 
There is a f orm of religious allegory within 
the visual story of the hole in the ground. It 
is deep, dark, and grave in seriousness. The 
white cloth has a holy, glowing quality to it 
that contrasts with the dry dust and reminder 
that humans are mortal and will eventually 
return to the ground. In the Bible, "All go to 
the same place; all come from dust, and to dust 
all return."' Therefore, the earth holds a deep 
connection with the concept of death; however, 
there is also the potential for resurrection and 
re-growth within those beliefs. The idea that a 
landscape can recycle narratives, people's lives, 
and continually move through the seasons, year Grass 1 (2002). 
after year, speaks to the continual cycle of life. 
Using the landscape as a reference to the concept of horYte, Backyard captures the essence of 
childhood play, setting, and memories that can be recalled. 
Landscape has the power to act as a mnemonic device. A physical location can contain a 
sense of "belonging" which accompanies a recollective experience. When moving through a 
physical place that holds memories, one is also moving through an abstract or psychological 
Figure 24. Leising, Grass stalks used in 
mono-prints (2002). 
Figure 25. Leising, still frame from 
6 Concordia Self-Study Bible: New International Version. Ecclesiastes 3:20. 
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space. A sense of place is a set of personal, family, and communal narratives that include the 
features of place. Author and Landscape Architect Ann Spirn described the manner in which 
these narratives constitute an attachment to place: 
Landscape meaning is complex, layered, ambiguities, never simple or linear. Memory 
and irony juxtapose meanings: harmonious, contrasting, or conflicting. Figures 
and tropes are rarely isolated in landscape; combined, overlapped, juxtaposed, they 
introduce correspondences, prompt reflection, invite investment of meaning. ' 
The interpretation of time, place, and mood within an 
artwork is most often subjective and contains ambiguity 
and layers of meanings. Returning associations and 
references are a type of landscape narrative. Ana Mendieta 
speaks about her artwork, "I have been carrying out a 
dialogue between the landscape and the female body 
(based on my own silhouette). I believe this has been a 
direct result of my having been torn from my homeland 
(Cuba) during my adolescence. I am overwhelmed by a 
feeling of being cast from the womb (nature). My art ... 
is a return to the maternal source. Through my earth / 
body sculptures I become one with the earth ... I become 
an extension of nature and nature becomes an extension 
of my body." $ In constructing her series of earth/body 
sculptures she articulated her lifelong longing for reunion 
with country and family, through her personal physical 
engagement with nature. Mendieta photographs her body 
covered with flowers in the Silueta series, Untitled, 1973 
(Figure 26). In later works she actually disappears from the 
pieces and all that is left is a trace of her body: a shadow or 
her silhouette (Figure 27). 
Looking for a connection with memories of my 
childhood drove me to recapture the intensity of emotions 
connected with the setting of my childhood home. Backyard 
summarizes these emotions of nostalgia (Figure 28). 
Figure 26. Mendieta, Untitled 
(1973). 
Figure 27. Mendieta, 
Untitled 1980. 
' Anne Spirn, The Language of Landscape, Yale University Press, New Haven, CT., 1998. 33-34 
s Donald Kuspit, "Ana Mendieta, Autonomous Body," in .Ana Mendieta (Santiago de Compostela: 
Centro Galego de Arte Contemporanea, 1996), 51. 
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Figure 28. Leising, Backyard (2002). 
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BODY &LANDSCAPE ABSTRACTED 
In BodylLandscape, adark shape fills most of the screen. One feels sucked into the 
scene, without any smooth transitions or choice to remove one's attention from the vi-
sual. Veils hung down from the ceiling casting an eerie atmosphere. Light streams out 
of the imagery. Landscapes fill the scene. No, it's a body. Aknee? Cool colors change 
to warm, bright colors. The figure arches her back, pulsing up and down, curving in 
and out. The final movement stops while a cool blue tone puts the figure to rest. 
Footage of a pulsating body was merged with the 
still photographs Of the mountain-like images. By 
combining still abstract photographic images with 
footage of moving through space, the passage of 
time was simulated. In BodylLandscape, the dancer's 
image is rotated ninety degrees and superimposed 
over the abstract landscape forms (figure 29). 
Utilizing a 'mickeymousing' technique allowed 
for more coherence between the musical rhythms 
and the motion of the body.9 Each action Of the 
body had a musical equivalent to emphasize the 
motion. Differing movements reflect affective 
emotional responses associated with them. A 
revolving motion Often reveals mechanical energy, 
disorientation and vertigo, while cascading 
motions show lightedness, sprightliness Or 
effervescence. 
Abstract films are usually intended to be purely 
visual events, nourished by and Often commenting 
on their own f Ormal principles. An abstract film 
could be compared to a nonrepresentational 
painting; functioning with pure forms and colors, 
and sometimes with music Or soundtrack, it seeks 
a state of absolute self-sufficiency. They can be 
imagined as abstract paintings given the gift of 
time. Although abstract film might be the ultimate Figure 29: Leising, frames from Body/Landscape (2002). 
9 Mascelli, Joseph V., The Five C's of Cinematography (Hollywood, CA: Cline / Crafic Publishers, 1965). 
9 Bruce F. Kawin. How Movies Work. New York: Macmillan Publishing Company, 1987:92 
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goal, photography is relied upon and therefore the images may be pictures of objects. 
Hoping to avoid representationalism, some filmmakers avoided photography 
altogether. Others used photography but limited their imagery to pure shapes, lines, and 
colors. Author Bruce Kawin describes it this way, "Nonrepresentational film might be 
thought of as choreography of light alight that 
is not descriptive, not a representation of anything 
but itself ."10 Many of the avant-garde filmmakers 
used photographic imagery but took special care 
to change the perception of the images. Techniques 
that were often used: throwing the lens out of focus, 
cropping an object without revealing its full meaning, 
cutting rapidly, and never setting an understandable 
narrative. 
Dada, the movement out of which Surrealism 
evolved in the mid-1920s, applied both humor and 
irony to the project of deflating the conventional 
foundation of social and aesthetic structure. Dadaist 
Man Ray's Return to Reason (1923) is an example 
of an abstract film. Ray sprinkled nails, salt and 
pepper, and other debris over raw film stock, turned 
on the light to expose the footage; he also added in 
images taken with a camera. it The beginning 
portions of the film demonstrate a technique 
that Man Ray created in static photography, 
the rayograph (or photogramme). Using 
this technique, an object is placed between a 
light source and photosensitive film. For The 
Return of Reason, Man Ray wanted to extend 
the rayograph technique to a moving image 
(Figure 30). He sprinkled salt and pepper on 
one piece of film, pins on another, illuminated 
Figure 30: Man Ray, frames from Return 
the film for a few seconds, and then developed to Reason. 
11 Bruce F. Kawin. How Movies Work. New York: Macmillan Publishing Company, 1987: 92. 
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the film. It was made partly with the rayogram, using nails, springs, etc., spliced with shots 
of his Dada mobiles and strips of film with nude torsos printed on them (Figure 31).12
Using the concept of 'everyday images', photos of surface textures and images of the 
figure were combined with digital video footage of dancing movements and leaves blowing 
on a tree to create BodylLandscape (Figure 31) . The photographs were closely cropped images 
that didn't allow the viewer to understand what the object was. Images of the body and 
road surfaces were shot in such a way as to abstract the meaning (Figure 30). Different 
analogies can be made regarding their identity. 
Figure 31. Leising, Photographs used in making Body/Landscape (2002). 
12 David Curtis. Experimental Cinema. New York, NY: Universe Books, 1971: 17. 
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AN ARTISTIC PROCESS TOWARDS AN EMERGING AESTHETIC 
She leans forward but her face was half-lit. She writes and turns the pages in a 
mechanized manner yet it felt cyclical at the same time. As she laid down her ideas, a 
stream of consciousness propels the mind to pen and pen to paper. It never ceases. 
Emerging Aesthetic was produced using visual imagery Of photographs and movie clips. 
An attempt was made to capture the pace of postmodern life through a montage. The speed 
and style Of montage can been seen in the stream of segments Of moving and still images. 
Both still images and movie clips were connected through shared qualities inform, material-
ity, and textures. A black and white motif was repeated, and interrupted by flashes Of text, 
and accents of color. Photographs, found objects /textures, photocopies and graphic prints 
were scanned and included t0 create interesting surf ace qualities. 
This combination of still images and moving images were coalesced to strip away 
sections of the representational element by playing the boundary between abstraction and 
figuration. Realism and abstraction were used as juxtaposing elements. Interplay between 
distinct and indistinct shapes was created by contrasting hard and soft line/edges. Focus 
was placed on shapes that become silhouettes, 
allowing large negative and positive spaces to 
dominate the structure Of the composition. Elegant 
organic forms, graceful dance movements, and 
energized curtains became gestures in space. 
All parts blend together exploring the 
possibilities Of sound, breaking boundaries, 
and challenging formally accepted definitions 
of "music. It was attempted to create complete 
integration of sound and image by looking at the 
relationship Of rhythms/movements and sound. 
The system that Emerging Aesthetic operates 
within is one of writing/recording (Figure 34). The 
signs that operate within the system of writing 
are made Of the signified and the signifier. The 
"signified" are the images of written marks 
or strokes that frequently layer over the linear 
construction of five smaller video screens 
(Figure 35). The "signifier" is the word/text. The 
Figure 32. Leising, Photocopy 1 (2002). 
Figure 33. Leising, Photocopy 2 (2002). 
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signs of words and text make up a system of 
communication. This system of communication 
functions within a person's perception 
however fragmented, foggy, blurry, and 
incomplete it may be (Figure 36) . 
Individual perceptions of communication 
systems are only understood within a person's 
system of belief or field of discourse. The 
meanings that one finds from human interaction 
are specific to their values, history, and 
interpretations. Everything that has meaning has 
structure. We have to place these values within 
their social structures. 
In reviewing the movie, one may see images 
of abstract black and white compositions, 
while another person may see silhouettes of a 
couple (Figure 37). This representation includes 
multiple screens playing simultaneously, each 
having narratives of different points of view. 
This simultaneous playing of different imagery 
is representative of the knowledge of personal 
perception and how it is of ten f ragmented and 
blurry. 
Every culture has deeply embedded 
ideas that embody values. Value of honesty, 
authenticity, and truthfulness affects one's 
perception of their relationships. Combining 
all of the fragments of one's understanding 
of communications, molding it into a 
comprehensive whole and sharing it with others 
is the key to these values. 
The metanarratives found within Emerging 
Aesthetic is the perception of incoming 
information /understanding as true and 
Figure 34. Leising, Writing/Recording (2002). 
Figure 35. Leising, Video Screens (2002). 
Figure 36. Leising, Perception (2002). 
Figure 37. Leising, Abstract Black (2002). 
24 
complete; however, often perception is false based on incomplete or biased memories 
created to complete apre-conceived mental image. This point is illustrated by filling the 
entire screen with a crisp, distinct image for several seconds, but then switches to fast flashes 
of color and blurry imagery that cannot be processed completely. 
Emerging Aesthetic takes one's personal experiences of communication, the way it is 
perceived and put together into a whole and deconstructs individual perception of truth 
and circumstance. Truth is constructed based on our experiences. We make our own 
interpretations. And experience is always subjective. 
25 
THE FLORAL CULTURE - AN IDENTITY DILEMMA 
He loves me, he loves me not... Awell-known practice originated with heartbroken 
Victorian maids who wished to be loved once again by their suitors. A maid would 
pluck a daisy's petals one by one, chanting, "He loves me, he loves me not, "for each 
petal pulled. Of course, it was the last petal that predicted the situation's outcome. A 
young maiden would also pick a handful of daisies with her eyes closed. The number 
of blossoms she held in her hand told of the number of years that remained until she 
married. 
Identity Dilemma examined how femininity is tied to floral imagery among other things 
(cows on the auction block) . Growing up, girls are dressed in pretty floral prints and their 
rooms are decorated with "feminine" wallpapers of flowers and trees. Sexuality and flowers 
are connected through the biology of the flower throughout history in most civilization. 
Women are to be sweet and gentle, like a flower. Women are 'plucked' just as the petals 
are plucked from the flower. The cyclic celestial elements Of the sun and the moon also 
suggest relationships Of fecundity and the physiological workings of the female body. 
F10wers accompany people throughout their lives. The mother and baby are given a 
bright bouquet in celebration at the birth Of the child, high school and college graduates are 
given roses Or carnations the bride carries a bouquet as she walks down the aisle, flowers are 
given for wedding anniversaries, the birthdays and finally at the funeral, flowers mourn the 
death of a loved one. Flowers accompany us along 
the paths that we follow (Figure 38). 
As a child, I was surrounded by printed images 
of flowers when a young baby. A pattern of daisies 
with slender leaves was one of the first images of 
flowers that I fixated upon as an infant (Figure 39). 
Although it seemed insignificant initially, the image 
of the daisies has subconsciously revealed itself 
through a variety Of my work (Figure 40). Much to 
my surprise, 'daisy' images appeared in the video, 
Identity Dilemma as well (Figure 41). 
Psychoanalytic thought, specifically the 
concept of ego boundaries, may also be useful in 
discerning some of the forces operating behind 
the subconscious of an artist. As Freud wrote, 
"Originally the ego includes everything later it 
Figure 38. Todd, Mother's Day (1979). 
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detaches from itself the external world. The ego-feeling we are aware of now is thus only a 
shrunken vestige of a f ar more extensive feeling a f eeling which embraces the universe and 
expresses an inseparable connection of the ego and the external world."13
The fragile blending of artist Naomi Fisher's body with the lush exotic flora may 
suggest a later stage of experience, that of the erotic affirmation and simultaneous loss of 
self experienced in the sexual act (petite morte).14 The repeated merging of her body and 
the local vegetation is both an artistic performance and recorded moments that act to fill the 
empty void.15
Fisher and the historical Surrealists created images of themselves that transcend self-
portraiture to address larger questions of the self . 
Figure 39. Leising, Baby Blanket (1978) 
Figure 40. Leising, Inscape (1999) 
Figure 41. Leising, frames from Identity Dilemma (2003) 
13 Sigmund Freud, `Civilizations and its Discontent', 1930, in Civilizatin, Society ~ Religion, trans. James Strachey, 
London 1985. 
14 Brown, Norman O., Love's Body. New York: Random House, 1966, 141 
15 Naomi Fisher; www.artincontext.org (accessed October 10 2003). 
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FRUSTRATION AND COMPULSION MONTAGE(D) 
It was night; the stargazer was well lit. I worked with frustration and compulsion. 
The long nights... The lily was comforting yet the darkness beckons. Night and day 
clashes like all binary elements. Rage repressed as the blinds shut out the night. Yet 
peeking through them one can see the trees of good and evil. 
The editing technique used to create in FrustrationlCompulsion simulates the way our minds 
work in contemplating our emotions and thoughts. The specific theme Of the film was in 
the expression Of frustration and often times, its repression. Within the movie, aspects of 
anger are seen being expressed by stomping the feet and the pounding of the table. The 
imagery themselves stood in metaphorically as emotional states at work. As the blinds close 
and open, a threshold was set, separating repressed ideas from unrepressed manifestations 
Cropping of the image focuses attention specifically on the emotion stress behind the bodily 
expression (Figure 42). 
The similarities between footages of Identity Dilemma and FrustrationlCompulsion were 
intentional. Again, the concept of woman as nature were manifested by the lunar cycle, her 
body's shape compared to organic forms were structured in a similar manner. Yet the way 
Figure 42. Leising, 
frames from Frustration/ 
Compulsion (2004). 
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femininity was represented in FrustrationlCompulsion dealt with the struggle between moral 
demarcations that dictate the frustrations and compulsions of one's body and physiological 
needs (Figure 43). To achieve this binary relationship, montages were highly suitable. 
As soon as a film is made of more than one shot, editing comes into play. When one 
shot does not simply follow another and their juxtaposition has a dynamic significance, 
one speaks not of editing but of montage. Montage from the French verb mon ter, "to 
ascend, mount, or assemble" denotes the way one shot is mounted next to another, but 
it has the connotation of an ascending or heightened effect. Montage, then, is the art of 
assembling individual shots into a dynamic system. There are four commonly used varieties 
of montage; rapid cutting, linkage editing, dialectical montage (intellectual montage), and 
Hollywood montage. 
Dialectical montage (intellectual montage) is a trope mainly associated with Sergei 
Eisenstein. Rather than linking with each other, the shots in a dialectical montage collide. 
They do not fit easily together but appear to be in conflict, and the audience must reason 
out what these shots have to do with each other. The essence of film art for Eisenstein lies 
in the creation of a new psychological reality by means of creative editing (montage). The 
cinema became an art of the laboratory, not of the act 
of shooting: events, seen in real life as a continuous, 
integrated flux of objects in motion, were "cut" by the 
director-editor into discrete segments (mere snatches 
of reality), then dynamically joined in combinations 
designed to create a new reality. The juxtaposition 
of two shots creates an entity greater than the sum 
of its components. Each shot is an object: but in their 
combination, shots create concepts metaphors, 
symbols, a new grasp of underlying intellectual 
concepts. 15
Montage works by the collision of two pieces of film, 
not by their mere "joining". Eisenstein insisted on the 
presence of montage, conflict and contradiction in all the 
arts surprises, disproportion, distortion, unexpected 
combinations, and, most importantly, irregularity. 16
Figure 43. Leising, Untitled 1 
and 2 (2003) 
i3 Marie Seton. Sergei M. Eisenstein. New York: Garden Grove Press, 1960. 
14 Sergei Eisenstein M. Film Form, 1949. 
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As the brain is confronted by the unexpected, it moves back and forth in confusion and 
excited agitation in an immediate, inevitable search for relationships and does not come 
to rest until a new "understanding" is reached. Here Eisenstein parallels the Surrealists' 
insistence on unexpected juxtapositions. The conflicts between shots or even within a single 
shot might be those of scales, volumes, masses, graphic direction, close-up as against long-
shot, darkness against light, image against sound (Figure 44). Editing, then, is not merely 
combining what is visible in individual shots, but making conscious invisible concepts 
arising from their combination -- the chains and clashes of psychological associations 
diabolically contrived by the artist f or maximum shock.13
Throughout FrustrationlCompulsion, there is deliberate visual manipulation and 
mystification to put the spectator into a state of permanent psychological tension. 
Figure 44. Eisenstein, frames from Strike (1924) 
i3 Gyorgy Kepes, Language of Vision. P. Theobald: 1967. 
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EVERYDAY 
Everyday we sit on a couch and read our favorite' magazines. The glossy pages felt 
so good. YOU CAN'T HELP but to look. I need to wake up from this dream... 
Idealized imagery of the human physique is more prevalent and 'in-your-face' in our age 
of 'consumption'. Both the female and the male psyche continues to be bombarded by new 
'identities' that could disappear overnight. In the media saturated American culture it is 
difficult for one to find personal equilibrium, when the self is constantly in the process of 
being constructed. The current consumer oriented society takes their identities largely from 
their activities as consumers and for the past eight decades, the mass media provided these 
'identities' . In our age of 'consumption', no mass media has come close to having a similar 
impact on mass visual consumption as the television. Other media has followed suit as 
supporting roles in the larger scheme of marketing products (Figure 45). 
Although photography was beginning to appear regularly in turn-of-the century 
newspapers, the majority of magazines continued to use illustration on their covers because 
Figure 45. Leising, 
frames from Everyday 
(2004). 
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they were dealing in ideals rather than reality. The face of a woman could represent both 
a specific type of female beauty and a "style" that conveyed model attributes youth, 
innocence, sophistication, modernity, upward mobility.14 The girl on the magazine cover is 
not a quaint historical phenomenon. She was the first mass-media stereotype, and in that 
role she has a long list of successors (Figure 46). The "cover girl" has now moved into other 
media as well, yet she remains recognizable. John Berger speaks of the promises of the 
model attributes: 
The promise of the commercial is not just 'You will have pleasure if you buy our 
product,' but also (and perhaps even more important), 'You will be happy because 
people will envy you if you have this product.' The spectator of the commercial 
imagines herself transformed by the product into an object of envy for others —an 
envy which will justify her loving herself. The commercial image steals her love of 
herself as she is, and offers it back to her for the price of the product. 15 
Linda Nochlin has shown that since the nineteenth century, the woman's body has been 
presented for the man's erotic pleasure, rarely the man's body f or the woman's.16 Berger 
contrasts, quoting Kenneth Clark's The Nude as his source, nakedness (the state of being 
unclothed) with nudity (a conventionalized way of seeing), summarizing the argument as 
"Nakedness reveals itself . Nudity is place on display."17 Berger elaborates on this, stating 
that the spectator in front of the picture is always presumed to be a man. Everything is 
addressed to him that is even why the 
figures are nude. In the European tradition 
of painting the female is placed to appeal to 
his sexuality. Women were not expected (or 
allowed) to have an appetite for passion they 
were there primarily to satisfy the man's 
..~ , 
appetite. Expressions calculated to charm a ,. 
man are seen in female representations from ~ ~~ 
two different centuries yet they have almost 
identical looks. They offer their femininity as 
they are surveyed (Figure 46). is 
Figure 46. Ingres, La Grande Odalisque 
(1814) and a Men's magazine 
photograph (Berger 1972). 
14 Carolyn Kitch. The Girl on the Magazine Cover. The Origins of Visual Stereotypes in American 
Mass Media. City: Publisher, year, 192. 
15 John Berger. Ways of Seeing (London: Pelican, 1972.) 65. 
1h Linda Nochlin, ed., 1973. Woman as Sex Object: Studies in Erotic Art, 1730-1970 (New York: 
Newsweek; reprinted, London: Allen Lane). (See Nochlin, "Eroticism and Female Imagery in 
Nineteenth Century Art." 
17 Berger, 52. 
1~ Berger, 54. 
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When an artist offers the 'self' as subject, we assume that the artist will reveal aspects 
of his or her psychological and physical being to us. The self-portrait can express an artist's 
identity in an intimate manner. For many of the women artists influenced by Surrealism, 
self-representation was a far more complicated and divergent issue. As the object of male 
desire, women Surrealists had to fight to free themselves from the passive position and 
take on the role of active subject. These women meant to reclaim their own image, unlike 
their male counterparts, these artists explored their inner life and external reality through 
frequent recourse to self-representation. The female subject has continued to question herself 
as she attempts to define her relation to sexuality, nature, and culture.19
Thus, we learn about merging the one with the other, as in the surrealist game of "1'un 
dans 1'autre," the one in the other, where one object is considered as augmented by the other 
and each rendered more interesting: their union is not f orced but imaginative, and multiple 
in its possibilities. 20
The psychologically charged work, Untitled (1929), by Maurice Tabard provides a vision 
of a body intersecting itself (Figure 47). The photomontage reveals a relationship with the 
self and the world that is characterized by a multiply 
faceted ambivalence the subject seems to be looking 
outside of herself and inside of her psyche. The larger 
profile image conveys a normative image that may be 
typically seen on the surf ace of our personalities, but 
the full-length view of the woman's body focuses on her 
inner being. Tabard's photo reflects a duality of self that 
oscillates somewhere between exposure and disguise. 
Everyday showcased how women see themselves in 
reality as well as the idealized imagery (the 'cover girl') 
they project onto themselves. This presence of mutually 
conflicting thoughts and feelings is deeply rooted in the 
Surrealists wish to embrace duality and contradiction. Figure 47. Maurice Tabard, 
Untitled, 1929 . 
i9 Helaine Posner. "Negotiating boundaries in the art of Yayoi Kusama, Ana Mendieta, and 
Francesca Woodman" from Whitney Chadwick, ed. Mirror Images, Women, Surrealism, and Self-
Representation (Cambridge, Massachusetts:MIT, 1998) p. 157-159. 
20 Mary Ann Caws. "Ladies Shot and Painted: Female Embodiment in Surrealist Art" from The 
Female Body in Western Culture, Susan R. Suleiman, ed. (Cambridge, Mass.:Harvard University, 1986): 
275. 
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SLEEPING SPIRITUALLY 
I hear her heartbeat... I'm in Grandma's arms. There's Grandpa, me, and Angie... 
Here's Grandma and Grandpa and me... This was Mom, Emily, Grandma, Grandpa 
in the church kitchen... This is Grandpa and Grandma... Grandma with the cat on 
her tummy... Christmas with my sisters... Grandma holding one of the twins. Here's 
Angie, me and Grandma. The whole family... Meat my graduation... The family... 
Grandpa and Grandma during last Christmas... The medicine... The IV tube... I 
hear her heartbeat... The surgeon hears her too... I hear her heartbeat... It's windy 
outside... Grandma's going to church... She's pure like the lily... She prays.... She's 
almost at the gates... Time to switch the light off... She's going to sleep... I can hear 
her lullaby... I'm going to bed... 
Bill Viola constructs video installations as passages of self-discovery, specifically through 
metaphors of death and human consciousness. Viola's video installations deal with the 
connection between the conscious and unconscious, and ultimately the conception of the 
self as part of the whole. Viola's work often shows transcendence, transformation of man 
to a higher state, a theme common in both Eastern and Western religions. Many of Viola's 
pieces deal with death or near-death experiences: 
Now some people might see that as a negative kind of image, the end of the line, the 
end of the road, the finite aspect of our existence. But I see that in a very positive way, 
n the sense that when that man leaves, he's not struggling. He's opening his arms, 
he's surrendering, in a way, and allowing himself to be consumed and therefore to be 
transformed. 21
Not unlike Viola's work, Sleeping dealt with the experience of death. Throughout 
the heartbeat sequences, significance events flashes to interrupt the rhythm, working 
chronologically from a young baby to adulthood. The scale on which the movie swims 
from the internal organs to the external senses and up to the complex memories in the mind 
encapsulates the human form of existence (Figure 48). 
The playing of the German Lullaby brings memories of music sang by my grandmother as 
the children were put to bed at night. As a child I can remember pondering, "what happens 
if I never wake up?" My parents would mention that when a one dies, it is as if he or she 
were sleeping. One goes to heaven and lives in a peaceful state without pain or suffering. As 
a child, such knowledge did not help the conceptualizing of death any easier. Yet as an adult 
losing a loved one, it was easier to imagine her sleeping and restful. As I listened to the 
German Lullaby, I found comfort and peace about her passing. 
21 Michels, Spencer. "Bill Viola: Art in Motion, "PBS News Hour, August 20, 1999. 
Figure 48. Leising, photographs used in Sleeping (2004). 
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CONCLUSION 
The video series, Self Representations: ExposurelDisguise, takes my personal perceptions of 
self and relationships and attempts t0 represent my understanding Of them. I want to avoid 
reinforcing gender stereotypes, but also keep woman's identity deliberately ambiguous. 
Depicting not myself but aspects Of the self . I search f or the ever elusive self . 
One of the points of connection between current investigations into sexual and cultural 
difference and earliest feminist explorations continues to be visible in women's choice of 
autobiography and narrative as structures within which to explore female experience and 
subjectivity. Young people are learning a great deal about sexual attitudes from the media 
and from advertising in particular. Advertising's slant t0 sex is pornographic: it degrades 
people to objects and de-emphasizes human contact and individuality. This reduction of 
sexuality t0 a dirty joke and Of people t0 objects is the real obscenity Of the culture. 
The real tragedy is that many women internalize these stereotypes and learn their 
"limitation," thus establishing aself-fulfilling prophecy. If one accepts these mythical 
and degrading images, to some extent one actualizes them. By remaining unaware Of the 
profound seriousness Of the ubiquitous influence, the redundant message the subliminal 
impact of advertisements, we ignore one Of the most powerful "educational" forces in the 
culture—one that greatly affects our self-images, our ability t0 relate t0 each other, and 
effectively destroys awareness and action that might help to change that climate. 
It is my intention to continue to create videos that communicate messages of hope and 
understanding to young women as they work through the process of growing up and moving 
through memories of childhood, adolescence, high school and college years. Why do I film 
myself? Why do I like working alone? Why am I creating such intensely personal artworks? 
These are questions that I will continue t0 ponder and react upon for the rest Of my career. 
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APPENDIX: SELF-REPRESENTATIONS THE VIDEO SERIES 
Director and Producer 
Rachel L. Leising 
Cast 
Amber Leising, Barbara Leising, Emily Leising, Mary Leising, Rachel L. Leising. 
Rate d 
Unrated. 
DVD Features 
Region free, Color, Letterbox widescreen, Movie selection. 
Running Time 
20 minutes. 
Hardware and Software Requirements 
Playable on home DVD players, PC and Mac DVD-ROM Drives. Windows Media Player, 
Apple DVD Player, PowerDVD, WinDVD Player, and other standard computer software 
DVD players. 
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